Favela in Replica: Iterations and Itineraries of a Miniature City
As coisas têm peso, massa, volume, tamanho, tempo, forma, cor, posição, textura, duração, densidade, cheiro, valor, consistência, profundidade, contorno, temperatura, função, aparência, preço, destino, idade, sentido. As coisas não têm paz.
Things have weight, mass, volume, size, time, form, color, position, texture, duration, density, smell, value, consistency, depth, contour, temperature, function, appearance, price, destiny, age, meaning. Things do not have peace.
-Arnaldo Antunes, "as coisas"
On a typically sweltering January morning at the height of summer in Rio de Janeiro, a German television crew lumbered up the hillside favela, or squatter settlement. Kamal, a local youth, led the group through his community, which I call Morro do Saqualé. He was chatting with his artistic mentor Xavier, and his partner and manager Sofia. Kamal led up the winding footpaths and staircases snaking between terra-cotta brick houses, as the gringos plodded uphill, pausing to snap photos and sip water between belabored breaths. We turned off the main path up a side trail leading around a few more houses and into the surrounding forest. There, where a canopy of towering trees provided respite from the stifling heat, a curious structure entered into focus: an assemblage of painted bricks, ceramic tiles, concrete, wires, and myriad reused materials sprawled across the forest clearing. The visitors stood agape for a moment at the first sight of what appeared to be miniature city in marvelously vivid colors and meticulous details.
Die cast toy cars, "cable cars" made of beer cans hanging from wires, and thousands of colorful totemic-like figurines populated the model. A hand-painted sign nailed to an enormous jackfruit tree greeted the visitors in English:
WELCOME TO MORRINHO, AN INCREDIBLE MODEL THAT REPLICATES THE REALITY DAILY LIFE OF THE FAVELAS. THE MORRINHO IS MADE OF PIECES OF BRICK AND OCCUPIES 300M
2 .
One might relate this account in a different way, however. One might note that this was not Kamal's first turn guiding visitors through his community. He had been leading groups of tourists, artists, filmmakers, social scientists, and journalists for at least five years prior. He had recounted the origins of Morrinho, the play site he and his peers created and have maintained since 1997, on hundreds of occasions as a place where they enact a role-playing game that simulates urban life following the rules of their reality. They had produced videos displaying the idiosyncrasies of their game, and constructed replicas of their model city in international cultural festivals, to an expanding public. Summer was high season not only for foreign tourists in Rio but also for international media productions, and the city's favelas have served as a subject for innumerable stories about "the other side" of Brazilian society, or about the "reality" behind the image of a harmonious subtropical metropolis. Kamal had walked this path even more times, carrying materials to Morrinho, or going there to play or simply to take respite. He and his friends had chopped up tens of thousands of those terra cotta hollow clay tile bricks, colloquially-and derogatorily-known as Bahian bricks for their shoddy, unreliable quality.
Morro do Saqualé is identified as a favela largely by the uniformity, and chaotic distribution, of the housing stock, built almost exclusively with those same tijolos baianos. The forest surrounding the site was not, as it were, "original": conservation projects had in fact regrown the terrestrial biome after sugar cane and coffee industry boom cycles devastated it (Dean 1995; Vianna 1993) . In Saqualé even so-called nature has been remade over and over, and thus discloses histories of its own.
A twice-told tale. The main difference in this latter account is an attention to repetition, replication, reiteration, and reproduction. Morrinho is a territory within a territory. It is made up of the same physical materials as that which it mimics in miniature. It has taken on second and third lives through video productions and art installations that travel transnationally. Despite a preponderance of repeat performances, of visual resemblances, and of symbolic transpositions, there is something new under the Rio sun. Based on ethnographic work since 2007 with the Morrinho youth collective in their community in Rio as well as at exhibitions celebrating Brazilian national identity and culture, this article investigates how the favela circulates and becomes resignified as artwork. Observing how replication paradoxically produces difference, I
draw upon works that point to how the act of copying does not simply condition hierarchies between purported originals and their replicas but also unsettles that very relationship. My aim, however, is to inflect longstanding debates over the aesthetics and politics of the urban periphery in the Brazilian cultural imaginary, as a way of a addressing a perhaps naïve question: Why did the favela become an object of heightened fascination for turn-of-the-21 st -century cultural producers? I bring special attention to what we may call geographies of iteration, or the spatial and social distribution of the power to replicate, as a means of investigating this question.
If the right to represent the city is open to all, that right is not equally valorized everywhere. Morrinho youth build with the same singular method, whether in their home community or abroad in foreign cities. With a clack clack clack of trowels, rock hammers and chisels, they chop thousands of hollow clay-tile bricks (their industry name) into casinhas, or "little houses," which they paint with bright colors and stack one upon the other to create an improvised form. The negative spaces between casinhas become streets, staircases, and alleyways. These are laid down with concrete and sometimes adorned with lampposts, handrails, and water ditches. The product of almost mechanical yet labor-intensive repetition, the resulting assemblage is a site-specific sculpture that resembles a miniature city. As this essay will demonstrate, if the original model, or maquete, consist of both the object-world of Rio de Janeiro as a built environment and the subjective experiences of working-class youth, then the replicas they have constructed for art exhibitions expands that multivalent set of relations. As I shall demonstrate, contemporary art worlds have embraced and promoted Morrinho variously as a testament to artistic self-determination, an emblem of developing-world urbanization, an authentic bearer of Brazilian national culture, and marker of marginality as cultural identity.
How can one object-or rather, an object repeated-do so much work? That is to say, so much semiotic, affective, political work? As the Brazilian poet and composer Arnaldo Antunes might put it, Morrinho is a thing without peace.
Debates over iteration lead from the foundations of social science into disparate scholarly territories. The rubric of generative imitation derives particularly from the work of Gabriel Tarde (1903) who proposed a program of social analysis not from the perspective of the individual or the group but rather departing from the products, acts, and ideas that enframe those individuals or groups. Fundamentally, Tarde saw social relations and social organization as governed by a principle of propagation rather than static equilibrium. While these ideas were ultimately eclipsed by structuralist approach of his compatriot Émile Durkheim, Tarde has been resuscitated through the work of Gilles Deleuze (1995) and Bruno Latour (2002) . Disavowing an appeal to the notion of an overarching, integrated, and stable realm of the social on which Durkheim's sociology stood, Tarde's laws of imitation were premised on the instability of meaning and agency that depended on local, material tensions (Candea 2010 positions on symbolic economy, fetishism, and magic. Here Taussig concludes that if the mimetic faculty is essentially "the nature culture uses to create second nature, the situation now is that this famous second nature is foundering and highly unstable" (Taussig 1993:252) . Cultural historian Hillel Schwartz (1996) has traced a Western ambivalence toward the status of myriad fakes, replicas, and facsimiles. Philosopher Michael Boon (2011) has argued that copying is a fundamental condition of the human and of the universe. Marilyn Strathern (2012) has explored knowledge production as question of cross-disciplinary repetition and distinction, and as a way to remark on academic innovation and fragmentation. Gustavo Lins Ribeiro (2013) has highlighted the role of copying, and our contradictory attitudes toward imitation in three fields of human activity: in academic authorship, in the reproduction of culture, and in the historical development of capitalism. Alexander Dent (2012) has identified similar contradictions in political and ethical subject positions around piracy in Brazil. The common argument among these contributions concerns the observation that copying is integral to contemporary cultural and economic life, even as the act of copying itself, as well as its products, are perceived as debased forms. If Taussig in particular regards this state of affairs as indicative of a crisis at the heart of the Enlightenment civilizing project, then it is all the more understandable that a youth group reproduce in miniature their urban surroundings, the city being perhaps prime embodiment of that very second nature that always risks becoming volatile and illegible to itself. I take these investigations not merely as a call for further research into the underexamined world of repetition and reiteration but more importantly as a critical engagement with this very cultural arrangement, pitting originals above copies, and its political, economic, and epistemological consequences. (2013) , focuses more centrally on the relations and disjunctures between Morrinho play and urban planning and police practices in the community of Saqualé.
occupation followed by a "blitz" of municipal agencies aimed at social uplift, a program championed by anthropologist and special public security consul Luiz Eduardo Soares (2000) .
News reports of the moment, as well as many residents, began to refer to this settlement as a "model community." The scheme would collapse with Soares's abrupt dismissal from office but later be revived and amplified as a city-wide strategy branded as favela "pacification."
each of these destinations, a team of five to ten Morrinho youth reconstructed replicas of the original in situ model. Saqualé has, in the meantime, become a popular (and relatively safe) attraction for tourists, journalists, television and film production teams, musicians, curators, 
The urban periphery in Brazilian art worlds
Morrinho emerged, in essence, as a way of looking out at the world at the precise historical moment when the world began looking at it, and Rio's favelas more generally, with renewed moral, aesthetic, and economic interest. In a city often overdetermined by tropes of leisure and promiscuity alongside inequality and armed violence, as well as by the paradigmatic urban problem of territorial segregation between favelas and the so-called formal city, or asfalto, The way Morrinho has engaged and been engaged by the contemporary art world further reveals a complex and unfolding relationship between social inequality and cultural production.
The dynamic of the city and its margins has animated-and been reinforced by-a social scientific literature as well as artistic works too vast to adequately outline here but necessary to understand the cultural and political milieu in which Morrinho is noticed and taken up as art.
Ángel Rama (1996) Her diagnostic rests on a proliferation of literary and cinematic images of the favela cast in a realist aesthetics, a mode of representation that, as Jaguaribe defines it, defamiliarizes lived experience in order to heighten perception toward expanded awareness. In the plastic arts, (Rangel 2011; Bourriaud 2002; Bishop 2012) . Trope made Morrinho youth coauthors and co-owners of their photographic works, which she conceives of as a "dialogic game" mediating the technology of photography and the images it produces. Her methods, using lo-fi pinhole cameras and blurring the roles of producer and object, point to photography as a performative gesture, and as images as always in shifting relations with their contexts. "We cannot neglect the path of discourse and message through the world; by believing that they are enclosed within themselves, we risk compromising or losing their meanings… [T]he setting is always a mediator," Trope explained to curator Gabriela Rangel in an interview (2006:278) . I take her warning, against ignoring the passage of meanings artwork makes through the world, as an ethnographic inroads. We may take it on a deconstructionist faith in the instability of signs that the meaning and value of an object do indeed shift as it replicates and travels. From this brief historical sketch, we may highlight how artistic production in Brazil has hinged on crossclass collaboration, however fraught, and how projects have taken up the favela as a social and material milieu with which artists and artworks enter into dialogue.
Rio: models, artworks, and realities
Once they took in a panoramic visual survey of the in situ Morrinho model, the German TV crew began to set up camera angles, the host wiping sweat from his brow. Kamal continued chatting with his mentor Xavier, an artist who also builds miniature cities. Xavier works with cardboard and other recyclable materials in his studio in a nearby middle-class neighborhood.
His manager Sofia engaged me in a conversation about the miniature before us, Morrinho:
It's what I was telling you: Here, I think the word 'maquete' is inappropriate for this type of artistic work. In my conception a model is a mathematical reproduction in small scale of something that exists, did exist, or will exist. This here isn't. This is an artistic conception, an artistic vision by the boys of the reality that surrounds them, of what's around them. They use materials they find around here. Why do they work with brick? Probably because it is an abundant material around here. From the shacks [barracos] always being built here, there always was a surplus of bricks, and they went around getting them. And maybe you know this story better than I… So it's not a model. There is no preoccupation with an exact, mathematical reproduction of this vicinity [entorno]. It's rather an artistic representation, their vision, the spirit that they absorb from all their reality. That's why it's not a model. And that is why I don't like it when they call this work a model. This discussion should recall another invocation of the same term within anthropological theory. In his "Religion as a Cultural System," Clifford Geertz claimed that cultural patterns are doubly models of and for reality (1973:93-94) . He distinguishes the former as symbolically parallel to a pre-established nonsymbolic system to render it apprehensible. The latter, meanwhile, works to shape the nonsymbolic system according to its own symbolic order.
However, while Geertz was concerned with culture as model, I am here rather concerned with models being taken up as "culture." Indeed, models are found in a broad range of human activity, from science to social theory to architecture to souvenirs and toys, but apparently not in the art world.
The "discovery" of Morrinho and framing as artwork and grassroots cultural project draws attention to social scientific modes of thinking about, and acting on, favelas that concern the relationship between the particular and the general, singularity and classification. Across a broad range of social scientific research, slippages in discussions of Rio between one favela and all favelas, or often "the favela" writ large, manifested this way of speaking, thinking, and acting about the city. While longstanding tropes of social exclusion and marginality continue to shape debates and social action, I found this habit of substitution-one for all, all for one-had also come to profoundly define encounters between favela residents, or expressions of so-called favela culture, and a range of outsiders. Anthony and Elizabeth Leeds produced a synthesis of community-based studies, A sociologia do Brasil urbano (1978) , aimed at theorizing urban processes, and later Anthony Leeds would push the scalar scope of anthropological research from isolated localities to urban systems-a move to produce studies "of the city" rather than "in the city," as he put it (1994).
However, this problem lies in direct tension with ideas of place and community as the fundamental bearer of value and basis of politics (Harvey 1996; Logan and Molotch 1987) . So, in our present case, Morrinho gains value not only as an expression, variably, standing in for "favela" or "Rio" or "Brazil" or "global urban youth culture" but also as a unique reflection of the particular story of its creators and their local community. These scales of meaning are not containers, as Matryoshka dolls, each nested within the next higher (cf. Tsing 2000) . On a material level, this form of synecdoche hinges on repetition and reiteration, the making of one stand in for all of a category. This is not an account of an autochthonous form of play transformed into a transnationally circulating work of sculpture-performance art. Rather, trips to construct replica Morrinhos in art exhibitions abroad, as well as the seasonal rhythms of school semesters and tourist visits, would interrupt but not supplant the role-playing game at the in situ in Saqualé. In other words, the replicas have not superceded the original, but none of these objects have, nodding to Antunes once again, semiotic peace. Replication is not simply about repetition but also produces ambiguous reflexive effects. The circulation of representations do not necessarily disrupt absolute values of auratic authenticity (Benjamin 1968) but may also participate in the construction of a social order that hierarchizes originals and replicas.
The conception of artistic creativity as contingent on social milieu, as articulated by Sofia, is also a claim on its public-ness, which may reframe the Morrinho maquete as a form of communal property. John Collins has noted how cultural heritage projects in Salvador construct objects as property to be preserved as well as alienated, and thus points to a nefarious link between the institutions and legal regimes that create cultural properties and capitalist accumulation by dispossession (Collins 2011; cf. Harvey 2003) . Morrinho, as traveling art exhibition, to be discussed in the following section, becomes a technical reproduction that still relies on the labor of its creators. Like Benjamin's theory of reproducibility and mass media, Morrinho replicas afford collective experiences to new publics. But abroad, questions of authorship and the source of creative power come into play.
Venice: authorship in question
In 2007 Ten years ago a group of citizens from Rio de Janeiro banded together to construct a model community. Both the group and their project remain intact today.
These two sentences are true, but read out of context and absent crucial details they conjure up images of an ideal urban neighborhood when the reality-though remarkable in every way-is quite different from anything remotely suggesting Utopia. These performances communicated that Morrinho was more than merely an inert sculpture, and reportedly kept the bonecos happy.
London: favelizing the global city
In 2010 The construction used 4,000 structural terra cotta (or hollow clay tile) units from a building contractor in London, which resembled those used in the Rio original. The layout, two separate kidney-shaped hills, allowed the public to walk between and around the two parts of the model. The work followed a basic, repetitive preparation and arrangement of materials: each brick was chopped in half, perforated for windows, then encrusted into 45 tons of packed sand.
They also laid down concrete to make roads and stairways. Festival Brazil transmitted mixed messages about politics of space and the representation of urban identity. In one sense, it communicates a sense that a slum somewhere is equivalent to a slum anywhere, that spaces of certain forms of poverty and violence may differ but share common characteristics that form the basis for translocal cultural exchange. In the awkward yet productive exchanges between Morrinho and Stockwell youth, I could discern an attempt to foster Black Atlantic encounters out of a soft kind of environmental determinism that insisted on the "slum" as a unmarked (yet marking) category. In another register, simultanously, the exhibition places the favela alongside samba, Gilberto Gil, and capoeira without specifying how they interrelate under the rubric of Brazilian cultural heritage, except as an affective repertoire.
Another sign cites neo-noir detective novelist Patrícia Melo: "Brazil is astonishment, chaos and progress." The sign added further weight to the widely held assumption that the spectacle of exhibition simply trafficked in Brazilian exotica for British eyes. And yet, Festival Brazil, in incorporating the favela as a sign of national culture, permitted Stockwell youth to represent London's impoverished, ignored margins at its cultural center on their own terms, rather than as loiterers, vandals, criminals, or terrorists. As urban geographer Gareth Jones notes in a review of the exhibition, "Morrinho not only brought a favela to the South Bank but it also brought Brixton and Stockwell there too" (Jones 2011:705) . Stockwell youth were able to deploy the open language of Morrinho as a method for challenging the symbolic order of their city. And in this gesture they are perhaps performing a politics not anticipated by organizers and promoters of exhibitions, by revealing the actual city of the global South already existing within the metropole. In this transnational collaborative art production, the artists incorporate landmarks of their lives into the display itself. In this sense, the copy becomes, semiotically speaking, coproduced.
Conclusions, and a postscript
The argument presented here follows anthropological work that finds that, in spite of the proliferation of copies in an age of mechanized automation, iteration produces seldom recognized but profound epistemological crisis. Put more simply, the world of things around us begs us to question how we think and speak about sameness, difference, and resemblance. Art appears to remain a privileged domain where such relations can be brought to the fore. In a recent endeavor to reinvigorate the anthropology of art, Nestor García Canclini argues that art has become "unframed," its autonomy of fields (to use Pierre Bourdieu's term) or worlds (Howard Becker) eroded. Contemporary art draws new political and theoretical connections that cut to and across social scientific disciplines by occupying a place of immanent possibility, claims Canclini (2014) . As different actors participate in the reproduction of Morrinho as traveling artwork, the image and sense of the city re-created in each instance also begins to spill over political and discursive boundaries meant to contain it. Morrinho takes its playful and often parodic relationship with the "real-world" favela as a departure point for a broadening repertoire of subversive moves. In this paper we have seen Morrinho obscure, ironize, reify, and expand its connection to "the favela," or slums more broadly. These iterations are never exclusively selfreferential but rather implicate the outside world and its players. Across three fieldsites-Rio, 
